LS: I think there is an underlying threat in The Returning Officer, but there's also a funny humanity that you see. We didn't think about it being a horror film necessarily, but that is how it seems in the trailer certainly. I hadn't thought about it being like a horror film, although it is a spoof in some ways. I think there's something in the work that allows it to play with these quite recognized forms but also make them disconcerting by the humanity of them, the way that people -non-actors -react. We certainly never rehearsed things. It was a big part of the mechanism that we used to make the films -that we kept them being very unrehearsed and very raw.
BC: This seems to be an overarching aspect of your work -the idea of playing with narratives, the idea of storytelling or history-writing, for that matter. Would you say that this is one of your larger goals as a group? LS: Yes, I think back from our very first works together, we were playing around with the idea of reenactment, and particularly reenactment of key things in human development like making fire or fending off a pack of dogs with torches. So I think that theme goes all the way through our work, and became increasingly complex and convoluted. The project that we're dealing with a lot now is the Tatlin's Tower project, which is, again, a reenactment of a certain point of history, but a complete breakdown of it and an ironic staging of it.
BC: Can you give us a quick sense of what that project is about?

LS: It's an ongoing attempt to build Vladimir Tatlin's Monument to the Third
International. The original tower was designed between 1919 and 1921 and was meant to house the international communist headquarters. It was a completely radical design, and the fact that it wasn't built is often cited as a turning point in history where that branch of the Russian avant-garde -and its goal to unite art and politics -failed. So our attempt to build Tatlin's tower is to build it full size (and it was meant to be twice the height of the Empire State Building) and from the original materials, but in small pieces around the world until the whole tower exists. But it's not going to be united ever. It's always going to be kept as this disparate thing, and part of the reason we thought that would be interesting is because it seems like that set of ideas and the situation of the un-built tower has different resonances in different countries, different political environments, different social groups, as well as if it's in, say, a park or a gallery. It just seems to bring up a lot of baggage. Yes, so our project is this ongoing attempt.
BC: Do you see your group's work moving now from video and film to more public sphere projects, and what was it about video/film that attracted you? LS: I think right from the beginning, it was an easy way that we could work together.
It's a great leveler, whereas making a drawing (we have done that was well) is more problematic. Video and film seemed to bring an immediate sort of unity. And I don't know what we're going to do next…
